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the drawing are dotted with pin-holes through which
Raphael pounced an outline tracing on to the panel
which he had already prepared with a luminous white
gesso and which he did not want to spoil with pre-
liminary erasures* This method of "pouncing5 is seldom
used to-day, except in pottery-making when it appears
to be the most convenient system for tracing the design
on to the rough material.

The picture itself is a masterpiece of exquisite colour-
ing and formal composition; the bay-tree in front of
which the knight is sleeping evenly dissects the picture
and on either side appears a rival vision, the one offer-
ing the knight the sword and missal of Piety and the
other urging him to take the myrtle, the sacred flower
of Venus,

It was not long after the painting of the 'Knight's
Vision* that Raphael went to the workshop of Perugino
and entered on a period in which he acquired so
nearly the style of his master that their works are some-
times almost indistinguishable, as in the case of the
Crucifixion (No. 3943) which we saw in the Mond
Bequest.

Even in the famous Ansidei Madonna (No. 1171),
painted after Raphael had settled in Florence, the con-
nection with Perugino is not severed and the formal
design and poise of the figures are a direct reflection
of the style of his Umbrian master. Raphael's two
years in Florence, however, had not been in vain, and
this picture already shows a strength which Perugino
did not possess and which only the study of such masters
as Masaecio could have instilled into Perugino*s pupil.

The qualities which have given the *Ansidei Ma-
donna' its great fame are various. The type of the
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